The activity of Czech musicians undoubtedly left a visible mark on the musical culture in Slovenia in the 19th and the beginning of the 20th century. Taking into account the prevalent role of Czech musicians in Slovenia, there arises the question whether -as regard the period in question -it might be at all reasonable to speak of 'Slovenian Music History' or, considering the high important role of Czech musicians during the period dealt with, better to talk about 'History of Music in Slovenia'.
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It is quite understandable for differences to exist between music of different provenances; individual musical works are therefore not only distinguished by their chronological sequence and related changes in style, but also by different geographic or sociological (class, cultural, and even ethnic) backgrounds.
1 Yet the clarity of these characteristics varies, for they cannot be perceived in precisely the same way or observed with the same degree of reliability in a musical work. 2 In this respect, the national component causes considerable difficulties. This not only involves determining the specific styles of individual ethnic groups. These can be felt in European art music at least from the 13th century onward. A major shift occurs in the 19th century, after the French Revolution, when nationalism becomes a major form of thinking. The previously distinguishable style characteristics of a specific ethnos suddenly begin to serve the ruling ideology, to which the art aesthetics adapts and creates a new major category -the principle of nationality.
The above-mentioned period was therefore marked primarily by the efforts of 'nonhistorical' 3 nations of Central Europe to create a new national (id)entity, as well as by the tendencies of individual nations to round off their territories according to the national key. National awakening was a period in which nations emerged through national identification. In the case of Slavic nations, it was primarily constituted through the national language. 4 From the latter emerged a romantic and national legitimation of the existence of a nation as a special entity within the Slavic family. Those nations nurturing a tradition of spiritual culture are entitled to have national, and later also political and economic requirements, and are left to exist as independent and original entities.
Literature in particular became a symbol of national identity, in which the young bourgeoisies recognized its emancipation abilities. It should be noted that among Czechs in the first decades of the 19th century, and among Slovenes still deeper into the 20th century, the language of a nation was not only understood as a sign composition for communication, but primarily as a sign of more or less mass identification. This is because the horizon of a Slovene or Czech reader's expectations was designed primarily using the model of national literature and its utilitarian-propagandistic aesthetics, whose task was to win the members of an emerging nation. 5 Initially, music did very little to assist literature in this function. In time, however, music gradually asserted itself and became one of the most solid foundations of a nation's identity.
Czech romantic nationalism in the first half of the 19th century called for identification with the cultural model which the thinking elite presented as having to be a valid representative of the nation and the social actions harmonized with such identification.
This identification was also indirectly realized through individual musical works. 6 Contrastingly, the small bourgeois circle emerging in Slovenia, i.e. a class which managed to acquire certain aesthetic values, was only beginning to form in the mentioned period. One should not forget that the Slovenian bourgeoisie was bilingual (German-Slovenian) at least until the end of the 19th century.
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Other significant differences appeared primarily on the institutional level. In the 19th century the Slovenes did not have any institutions comparable in size and significance to Czech institutions. Within their ethnic territory, the Slovenes did not have a universitylevel institution comparable to Karl's university 8 in Prague, which would be capable of educating a cultural elite such as the one that had formed in the Czech Republic and which was in reality capable of 'conceiving a nation'.
The next significant difference that had an essentially different effect on the consciousness of Czech revivers than on their Slovene contemporaries was Czech provincial patriotism and the role of the provincial nobility in preserving and strengthening this type of identification. In Slovene provinces there were few noblemen who were willing to pledge their name and property in order to strengthen the expressed provincial identity.
9 Furthermore, not very many noblemen's houses were closely linked to the provincial culture through which the identification both in the Czech and in Slovenian provinces was gradually leading to a national culture, at least among the elite, in the third and fourth decades of the 19th century. 10 The significance of the Czech provincial nobility in the development of the Czech awakening and the related consciousness should therefore not be underestimated, because precisely the abovementioned part of the aristocracy had important and unavoidable merits not only in setting the foundations of modern Czech culture, but also in the political 'protection' of numerous activities of Czech revivers. Nothing similar can be found in Slovenian provinces, which is why the referential framework of Czech and Slovene revivers cannot be the same in this respect. What, then, connected Czech and Slovenian musical culture in the second half of the 19th and at the beginning of the 20th century, despite their considerably different situations? Until the beginning of the constitutional period in the Habsburg Empire, 11 cultural ties between the Czech and Slovene nations were primarily focused on contacts between individual key figures of the emerging young Czech and Slovenian cultures. In the beginning of the constitutional period, the Slovenian national movement was primarily based on informal matters (friends, acquaintances, professional issues etc.). 12 It should be emphasized that the Czech mass meetings or 'tabori' (rallies), 13 which, on the basis of historical law, called for the unity of provinces under the crown of St. Václav (Bohemia, Moravia and Austrian Silesia), were equally irrelevant in the eyes of the government as those rallies in support of the then still inexistent 'United Slovenia' 14 in the Styria, Carniola and Carinthia regions and in the Austrian-Illyrian coastal region. 15 It was the appearance of 'bésede' (words) in the 19th century, 16 which were used in almost everything that was being created, that strongly expanded the possibilities of performing Slovenian compositions and directly stimulated more intensified musical creativity. In the 1860's, composing generally developed under the influence of newly established 'čitalnice' (reading halls), 17 theatrical performances and other events featuring the performances of major and minor singing ensembles, vocal and instrumental soloists, and even orchestras. In addition to patriotic songs, instrumental compositions (from solo to chamber and orchestra compositions) began to be performed at these events, including solitary attempts in the field of stage music.
To satisfy the rapidly growing aesthetic needs of audiences, it appeared necessary in the early 1860's to institutionalize Slovenian musical life. The global systematic planning of national music culture was the only means of ensuring harmonious musical development. The feverish establishment of local, regional and all-national associations in the 1860's with Dramatical Society ('Dramatično društvo') continued at an undiminished rate in the 1870's with Slovenian Musical Society ('Glasbena matica'), despite the unfavourable circumstances. This led to the establishment, in the early 1890's, of the first truly Slovenian corpus of performers -i.e. choir -first in Ljubljana, then in Trieste and Maribor.
The Italian and German influences dominating Slovenian music in the past thus slowly began to be replaced in the second half of the 19th century predominantly with Czech 18 elements as above all the consequence of Czech musicians in Slovenia. From
the mid 19th century onward, thus the initially predominant German element began to be substituted, due to pan Slavic enthusiasm, 19 by mostly Czech musicians, who were numerous and worked as music reproducers, music teachers, composers and publicists. 20 The activities of Czech musicians had an enormous impact on events in the music culture of Slovenia in the second half of the 19th century. The numerous Czech musicians working in Slovenia in the mentioned period actively co-created in practically all areas of music culture in Slovenia and strongly influenced the transition from a more or less musically inspired dilettantism to a gradual qualitative and quantitative rise of music culture in Slovenia.
It seems that well-educated Czech musicians had arrived just in time to occupy the vacant job positions in a number of newly established music institutions in the early 1860's, whose primary task was to emancipate Slovenian music from the previously prevalent and dominant cultural models. In spite of this, the decisions of Czech musicians to work in these institutions were more of an existential than of an ideological nature. The arrival of Czech musicians was therefore primarily the consequence of the formation of several new music institutions, as well as the existing need for well-educated staff. The similarity in language and ideas in the above-mentioned institutions gave Czech musicians an advantage over their predominantly German-speaking counterparts, and this similarity was more often than not decisive for their engagement.
Czech 'immigrants' 21 informed their fellow countrymen on the situation in Slovenia mostly through letters, arousing in them an interest in Slovenian provinces. By emphasizing Czech-Slovenian reciprocity in the past, they kindled feelings of solidarity and connectedness among the two nations. Such connections through ideas soon brought concrete results and, with the onset of the constitutional period in the early 1860's, stimulated more intensive migration of all professions from Czech to Slovenian provinces. The arrival of Czech musicians was in part also due to the fact that they were much too numerous in the Czech provinces, and thus came to Slovenia primarily as economic migrant workers. A key role was naturally played by personal acquaintances among Czech musicians and the recommendations of some of their colleagues, who through their work had already proven their worth in Slovenian provinces and enjoyed considerable trust among its musicians. Slovenian musicians often sought advice on the recruitment of educational and reproduction staff from Czech colleagues already working in Slovenia, who were well-acquainted with the situation in Czech music.
The activities of predominantly well-educated Czech musicians were already of utmost importance in the music culture of the first half of the 19th century in Slovenia. In this period, Czech musicians significantly contributed to improving the music culture of Slovenia in the areas of music reproduction (Gašpar Mašek, Josef Beneš), music education (Josef Mikš, Franc Sokol, Jan Slavik), musical craft 22 (Andrej Ferdinand Malahovski) and, last but not least, composing (František Josef Benedikt Dusík, Venčeslav Wratny). Some of their compositions even represented an initial contribution to the tradition of individual musical genres in Slovenia. 23 Through their tireless work in the period of major political events, such as e.g. the Ljubljana Congress in 1821 and afterwards, 24 they maintained a more or less high level of music reproduction. It is in particular these musicians who deserve the merit for the high quality level of philharmonic concerts, as well as the organizational work and staging of certain performances in the Estate Theatre in Ljubljana. Already in the initial decades of the 19th century, such concerts and opera performances introduced audiences in Ljubljana to some of the most recent compositions, among others also Beethoven's symphonies. 25 Although equal importance cannot be attributed to all educational achievements of Czech musicians in the first half of the 19th century in Slovenia, they nevertheless contributed decisively to the education of the emerging generation of composers, music reproducers and teachers in Slovenia. Nor should one overlook their valuable contributions in individual local communities, where many of them worked as choirmasters, organists, organ masters and music teachers, and in this way helped to raise the music culture of these areas.
As in the first half of the 19th century, the functioning of certain major music institutions in Slovenia in the period between 1861 26 and 1914
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, which saw the arrival of an increasing number of Czech musicians, practically cannot be imagined without Czech musicians. Most of these newcomers were well-educated, as they generally had the possibility of acquiring the best university-level music education at the leading Czech university-level music institutions, such as the Prague National Conservatory of Music 28 and the Organ 
. Some of them had enriched their extensive musical knowledge in various fields in their own Czech provinces before arriving in Slovenia. It therefore comes as no surprise that they brought with them a considerable amount of highly applicable musical knowledge, methods and techniques which they were then able to put to practical use in the establishment of some of the most important music institutions in Slovenia.
There field of church music. In particular Anton Foerster, much like Peregrin Manich in Maribor, considerably reformed the music activities of the Ljubljana Cathedral as its regens chori. Without Czech musicians such as Václav Talich, Peter Teply or Ciril Metoděj Hrazdira, it would have been hard to imagine the aspirations emerging at the beginning of the 20th century for the establishment and functioning of a professional orchestra such as the Slovenian Philharmonic Orchestra which, in the field of orchestra music, succeeded in replacing the previously predominant army bands. 36 Czech musicians working in Slovenia in the first half of all the 19th century naturally participated in the musical performances of the leading Slovenian opera institutions: the Estate Theatre (later known as the Provincial Theatre), as well as the previously mentioned Dramatical Society and the Slovenian Provincial Theatre established in 1892. 37 In the field of music reproduction, attention should in particular be drawn to the activities of some other Czech musicians, who in various cities and towns in Slovenia contributed substantially to raising the level of music reproduction. It would be very difficult to imagine the formation of the choir of the Trieste Musical Society without Jan Lego, or any advancements in the area of music reproduction without the endeavours of Josef Michl in Gorica and Peter Teplý in Trieste, or the choir of the Maribor Reading Society without Emerik Beran. These musicians largely contributed to the qualitative and quantitative rise of music reproductions in the above-mentioned cities. 38 Numerous Czech musicians can also be traced in the field of music education. Most of them were active at the Music School of the Ljubljana Musical Society, where the music education programme was only beginning to be created and conditions established for the music education process, which the management of this institution entrusted to well-educated Czech musicians. Through mediators in Prague, particularly Jan Lego, the Ljubljana Musical Society succeeded in bringing these musicians to Slovenia. It is therefore not surprising that Ljubljana hosted such renowned music teachers as, for example, pianists Karl Hoffmeister and Josip Procházka, who were later among the most distinguished professors at the National Conservatory in Prague. Václav Talich was also one of those professors of the Ljubljana Musical Society who later significantly influenced the music education activities of the National Conservatory in Prague, as well as the music reproduction activities of the Czech Philharmonic. Worthy of mention are a number of other Czech music teachers, such as Gustav Moravec and Johann (Hans) Gerstner, who did not enjoy such internationally resounding musical careers, but for almost half a century created the music education programmes of the Music School of the Ljubljana Philharmonic Society, and continuously followed the changes in music education abroad. 39 36 Through their activities, several Czech bandmasters and other Czech musicians left their mark on these bands. 37 The last-mentioned is reputed as the first Slovenian Opera House. 38 Among the cities with the largest number of active Czech musicians in Slovenia are, in first place, Ljubljana and Maribor, followed in particular at the turn of the century by Gorica and Trieste with a number of very important Czech musicians. In the other provinces throughout Slovenia, Czech musicians did not play such an important role in the period discussed, despite a number of significant Czech musicians who strongly influenced the reproduction level of music culture in these areas. 39 Although Czech music teachers were most numerous in Ljubljana -at the Music School of the Philharmonic Society and especially at the Slovenian Musical Society in Ljubljana -, they were also quite numerous in other parts of Slovenia at the turn of the century, following the formation of other music education institutions. Hence, it seems that without their active participation, the music education of these areas would be virtually nonexistent, as it was their extensive musical knowledge that enabled the formation and subsequent undisturbed operation of the mentioned institutions.
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In the field of composing, Czech musicians also contributed some fundamental compositions in practically all music genres, and these set the guidelines for further composing activities in Slovenia. Considering the compositional contribution of Anton Nedvěd in choral music, Foerster's manifold composing activities, which brought brilliant results in the area of musical performances with the opera 'Gorenjski slavček' (The Nightingale of Upper Carniola), the creative achievements of Emerik Beran in chamber and symphony productions, the significant piano compositions of Karl Hoffmeister, and the songs of Josip Procházka, it seems that the above-mentioned composers essentially contributed to the development of individual music genres in Slovenia in the period discussed. Their shared quality was by all means a rich compositional-technical knowledge which, in contrast to the dilettantism that dominated all spheres of musical activity in Slovenia at the time, stemmed from a solid foundation in musical education.
These musicians managed to acquire a solid musical education during their studies with some of the leading Czech composing teachers and theoreticians, among whom special mention should be made of Smetana, Dvořák, Janáček, Otakar Hostinský, and many others. With their extensive compositional-technical knowledge, they were able to avoid the self-sufficient, chiefly utilitarian concept of music culture that more or less marked music production in Slovenia up to the period between the two wars. This is largely owing to the fact that they harboured a deep-rooted tradition of autonomous musical thinking. Although the majority of Czech composers were more or less reserved towards the most recent compositional-technical procedures, their mastery of musical artisanship provided them with ample opportunities to express themselves within their own compositional poetics. And for this reason they generally did not subordinate their compositional-technical solutions to the utilitarianistically interpreted artisticness that was predominant in Slovenia at the time. Folk simplicity was, of course, far from being unknown to them -on the contrary: the numerous choruses written by them for the patriotic or lyrical verses of Slovenian authors demonstrate their conviction that a functional incentive for music is important. However, much like those at the beginning of the 20th century, more educated Slovenian composers were cautious towards simplicity.
Alongside national awareness, they were thus among the first to understand music also from the perspective of compositional-technical relevance, which was sooner a rare than a self-evident view of musical creativity in Slovenia at the turn of the 19th century. In spite of the utilitarian purpose of compositions, the majority of Czech musicians in Slovenia emphasized their artistic, pure or special way of thinking in tones without which a musical creation may nevertheless be a work of art, but only within the framework defined by postulates outside the sphere of music, such as e.g. the reading-society folk nature of an expression or the religiously prescribed moderacy of a melody. Precisely this approach, which could be designated as pure musical thinking -is at the same time the source from which their fundamental compositional orientation can be drawn.
Czech musicians working in Slovenia made an important contribution in yet another area -music publishing. Although they were present in this area in somewhat smaller numbers than in music reproduction or music education, it is primarily their contribution in the field of music publishing that holds the greatest value. Czech musi-cians such as Anton Foerster, Julius Ohm Januschowsky, Karl Hoffmeister and Josip Michl wrote important articles and reviews of concerts in daily newspapers and in some Slovenian magazines. Through these articles they also influenced Czech musical newspapers and magazines. It is largely owing to Foerster, and later to Michl, that Czech readers obtained valuable information from these publications on musical events in Slovenia and were, throughout the period discussed, constantly informed on the very important role played by their fellow countrymen in the music culture of Slovenia. Of major significance were also their published contributions in the field of music education, foremost among these being individual textbooks serving as teaching aids to Czech musicians in their educational work. Nedvěd and Foerster made the most important contribution to the formation of music education literature in Slovenia. With their music textbooks, Czech musicians laid the foundations for more efficient work in the field of music education, and thereby established the foundations of Slovenian music terminology. Although their music publishing activities were the least productive if compared to other areas of their work, which may probably be attributed to some language difficulties, the contributions of Czech musicians set the guidelines for the further development of music publishing activities in Slovenia.
In comparison with other migrants in Slovenia, Czech musicians are by all means the most numerous, and made the most important contribution to raising the level of music culture in Slovenia. Of a similar intensity were the migrations of Czech musicians to some areas outside the Habsburg monarchy. In Serbia, for example, the migrations of Czech musicians to the northern part of the then Serbian provinces were particularly characteristic, although they were also present in southern parts of Serbia as well. This is quite surprising given the fact that only the northern part of the then Serbian territory formed part of the Austro-Hungarian Empire
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. A very similar situation regarding Czech musicians also existed in some other provinces in southeastern Europe. An increased migration flow of Czech musicians into Bosnia and Herzegovina was observed in particular after 1878, when the Bosnian and Herzegovian provinces were also officially annexed to the Austro-Hungarian Monarchy. Like in Slovenia, Czech musicians played 40 The process of 'Europeanization' of Serbian music thus began in the 18th century and intensified considerably in the 19th century in the multinational and multicultural southwestern part of the Austrian Empire, of which Vojvodina was also a part. The creation of modern Serbian musical life in this area -in Novi Sad, as well as in numerous small towns (Vršac, Kikinda, Subotica, Pančevo) -strongly depended on the numerous Czech musicians who came to earn a living in the Serbian provinces. J .
a key role in the professionalization of music culture in Bosnia and Herzegovina. 41 A considerable number of Czech musicians can also be traced in Croatia, and these were active in almost all areas of musical life and contributed significantly to the development of music culture there. 42 The arrival of such a large number of Czech musicians after the implementation of the constitutional regime of 1861 was thus not only characteristic of nations within the Austro-Hungarian monarchy although the majority of them could be traced inside the Austro-Hungarian monarchy. 43 Similarly to the southern, nonHapsburgian part of Serbia, Czech musicians also markedly influenced the music culture of Bulgaria. 44 As regards the representation of Czech musicians in individual Slovenian provinces, it is difficult to say in which of these provinces they were most influential in terms of institutional forms of activity. However, the province hosting the largest number of Czech musicians was none other than the central Slovenian historical province of Carniola. It was in Carniola, more specifically in its capital Ljubljana, that one was able to observe the continuous activities of Czech musicians, who worked in almost all the leading music institutions in Ljubljana from the establishment of its reading hall in 1861 until the dissolution of the Ljubljana Philharmonic Society in 1919. A slightly smaller number of Czech musicians can be traced in the bordering provinces, particularly in the southernmost province of Primorska, which is probably attributable to the increased cultural influence of the neighbouring Italian and Austrian provinces on the local cultural activities. For this reason no increased numbers of Czech musicians arriving in Slovenia were observed in the Primorska region after 1861. 45 In determining the total number of Czech musicians working in Slovenia, it may be established that in the period discussed, around 60 Czech musicians who contributed significantly to the development of music culture were active in Slovenia for an extended period of several years. In the same period, more than 300 Czech musicians were active in Slovenia for a shorter period of time and, for the most part, did not significantly influence the music culture of Slovenia. Czech musicians therefore contributed very intensively in all areas of their musical activity in Slovenia in the period between 1861 and 1914.
After their arrival in Slovenia, Czech musicians were able to apply the rich musical knowledge they had acquired at Czech university-level music institutions in practice, and in this way profoundly penetrated all areas of musical activity. This is largely the reason 41 The immigration of Czech musicians to Bosnia and Herzegovina began to intensify primarily after its annexation in 1878, when the Austro-Hungarian government sent a large number of Czech musicians to work in Bosnia and Herzegovina. In these provinces, Czech musicians occupied practically all the positions where they were needed as professional musicians. There were also a great many amateur musicians among the Czech immigrants, who began to organize societies in Bosnia and Herzegovina, the most famous of these being the so-called Češki krožok. Yet the immigration of Czech musicians to Bosnia and Herzegovina did not end upon the onset of first World War, as a large number of Czech musicians arrived in the said territory even after the end of the war. why their role in the music culture of Slovenia in the period between 1861 and 1914 is of exceptional value. One could say that their work in the areas of music education and music reproduction was so superior that they actually created the trends in the music culture of Slovenia. Czech musicians did not take almost any positions on national or ideological issues, as they worked in both German and Slovenian music institutions. It therefore seems relevant to stress that the so-called uniform declaration of Czech musicians for the Slovenian side, which until now had been more or less uniformly attributed to them by recent music-history literature, 46 does not hold true. One must realise that despite their emphasis of Pan-Slavic reciprocity and certain other positions on various ideas appearing in the Slovenian environment in the period discussed, there were no pronounced declarations among Czech musicians for either side. The majority decided to collaborate with Slovenian music institutions irrespective of their national character and for entirely practical respectively existential reasons. The so-called 'division concept', which generally links Czech musicians between the years 1861 and 1914 in their later interpretations with the Slovenian side, never had any significant impact on the work of Czech musicians in real life.
It is indisputable that the concept of nationally influenced music culture left a strong mark not only on Slovenian musical creativity, but also on musical historiography in Slovenia. This phenomenon could exaggeratedly be called national 'collaboration', and appears continuously in post second World War literature on music history.
Anton Foerster as the composer of the first Slovenian national opera supposedly did not remain faithful to the clearly expressed national orientation of his opera 'Gorenjski slavček'. His subsequent adherence to Caecilian ideas was interpreted by some music historians as 'shattering the unity of Slovenian composers', and his entire church opus was generally labelled 'reactionary'. 47 So there was very little published about his church music, although Foerster never declared himself to be of Slovenian, Czech or German nationality. Someone who has written a national opera simply shouldn't be a founder of the so called 'German' Caecilian Society.
Where in the music history in Slovenia is for example Johann (Hans) Gerstner, 48 a long-standing director of the Ljubljana Philharmonic Society, as well as many of his 'German' friends who spent their entire lives working in Slovenia and who were virtually nonexistent in the music history of Slovenia because of their supposedly German orientation? Gerstner and most of his colleagues never declared themselves to be neither Germans nor Slovenians -they were above all citizens of the highly ethnically diversified Austro-Hungarian Monarchy. The problem probably lied in the fact that his almost half a century-long tenure as Music Director of the Ljubljana Philharmonic Society was, for the post-second World War writers of 'Slovenian music history', probably not sufficiently determined as being Slovenian. It would therefore be necessary to take a critical distance from certain secondary historical sources or certain musical-historical literature from the recent period. In line with the new European cultural and political reality, which transcends national bounda- ries, and above all by including some new sources which historians have traditionally disregarded, it would seem logical to make an attempt at reinterpreting the role of certain institutions and individuals in the history of music in Slovenia, and do away with the endless repetitions of certain truly outdated concepts of an extremely nationally determined Slovenian music history.
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Parallel to determining the role of Czech musicians in the music culture of Slovenia, a number of other issues are thus coming to light in connection with the interpretation of music history. The main question is whether it is at all reasonable to speak of 'Slovenian music history' at all given the dominant role played by Czech and some other music migrants in Slovenia -for in doing so we are involuntarily stressing its national character -or would it be more suitable to speak about the 'History of Music in Slovenia', considering the very important role held by Czech musicians in Slovenia in the past. Ultimately, the music culture of a certain territory is defined primarily by current musical achievements and not allegiance to a certain national or political group.
The majority of Czech musicians who were active in Slovenia over an extended period of time were naturalized there and completely assimilated with the local inhabitants. They did not declare themselves to be Czechs, Germans or Slovenians, but understood their mission and the related identity above all as a contribution to raising the music culture of the mentioned area. It is largely owing to them that, in the second half of the 19th century and at the beginning of the 20th century, several attempts were made to professionalize musical life in Slovenia. In different fields of musical activity, Czech musicians contributed to the establishment and functioning of the leading music institutions of that time in Slovenia. In comparison with other musicians, Czech musicians are those who most significantly marked the music culture of Slovenia in that period. Not only is their contribution far more extensive when compared to that of other music 'migrants' and by all means more significant considering their achievements, their role in the music culture of Slovenia is so important that the functioning of many music institutions in the period between 1861 and 1914 in Slovenia would have been highly questionable, if not impossible, without Czech musicians.
